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 Art Remastered was a creative project that invited the local music community of Urbana-
Champaign to create original content in response to the artwork on display at Krannert Art 
Museum. Six local musicians from various backgrounds and music genres were tasked with 
selecting an artwork to creatively respond to during a 15-minute performance. The form of the 
creative response was up to each musician’s discretion but was generally understood as a song. 
After weeks of preparation, performances occurred in succession in front of the selected artworks 
at Krannert Art Museum. During the performances, the exchange that occurred between 
musician, museum, and audience created a conversation between different communities and 
highlighted the multiplicity of meanings that are possible in any given artwork. The second 
iteration of Art Remastered took place on February 23, 2018. The creation of Art Remastered 
was considered through an arts-based research methodology, and data was collected through 
conventional qualitative methodologies in the form of interviews with musicians and audience 
members as well as my own observations before, during, and after the event. Interpretation of the 
data resulted in four overarching themes: connecting the local music scene and the museum, 
moments of dissonance, engagement with the artwork, and future engagement.  
As a museum educator and musician, I am interested in collaging both worlds and 
exploring the potential of producing creative work within my place of employment. The four 
overarching themes have been distilled into proposals for creative practitioners working within 
institutions. The proposals address structural changes around issues of photography, balancing 
informative and interpretive teaching within educational programming, and dedicating funding, 
time, and space in the work week and budget to pursue new ideas. Each proposal was crafted 
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with the intent to encourage interdisciplinary collaboration with community members and not 
shy away from unexpected juxtapositions. Asking community members, like local musicians, to 
replace museum experts in the role of representing the museum and the artworks on display 
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CHAPTER 1: INTRODUCTION 
 
Context for the Project 
Before I explain what Art Remastered is, it is important to provide some context 
regarding who I am in order to understand how this creative project came to be. Currently, I 
work as the Education Coordinator at Krannert Art Museum. Krannert Art Museum is located at 
the University of Illinois Urbana-Champaign and is the second largest general fine arts museum 
in Illinois. The museum’s permanent collection contains over 10,000 works of art dating from 
the fourth millennium BCE to the present. In addition to my work at the museum, I am also an 
active member of the Urbana-Champaign punk/alternative music community. I have been 
writing songs and playing in bands since high school and currently play in several local bands 
within the DIY music scene.  
As the name suggests, the DIY music scene adopts a punk “do-it-yourself” ethos as band 
performances, or shows, are played and put together without the aid of a paid expert. Concerts 
that involve large venues and music staff to promote, organize, and facilitate performances 
require funding taken from ticket sales or elsewhere. In contrast, DIY shows are put together by 
musicians or music scene members unable or uninterested in paying a middle-man; DIY scene 
members create shows with the space and tools available to them. For example, most DIY music 
scenes are characterized by house shows which occur in the basements or living rooms of those 
willing to open up their homes temporarily as performance spaces. Money is collected from 
attendees, but often all of it goes directly to touring bands to help pay for travel costs. Some DIY 
spaces are also formed out of a democratic philosophy responding to the lack of performance 
venues that welcome people of all ages. If not already functioning as a bar, most performance 
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venues contain a bar, which restricts the age of audience members to 21 and over. Outside of 
house shows, many DIY community members look for unique alternative spaces to have bands 
play, often without seeking official permission. Within central Illinois alone, spaces such as 
parking garages, abandoned barns in the middle of corn fields, empty classrooms, and skate 
parks have been repurposed for secretive, adrenaline-fueled pop-up shows where attendees keep 
an expectant eye out for police or other authority figures to arrive and shut it down. A network is 
created across cities as musicians and music scene members reciprocate each other’s generosity 




Photo 1: 86 Gemini in Springfield, Illinois, 2017, courtesy of Veronica Mullen 
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As a museum educator, it is my passion and job to connect visitors with the art on display 
in the museum. In my work, I draw from my interests and experiences in areas outside of 
museum education, like the DIY music scene, to test the potential of making creative work in my 
place of employment. In The Everyday Practice of Public Art: Art, Space, and Social Inclusion, 
Cartiere asks educators and other creative practitioners to ask themselves, “why are you the best 
person to do this work?” (2016, p. 22). Art Remastered is a creative project brought on by my 
interest in facilitating a connection between Krannert Art Museum and the community of the 
Urbana-Champaign DIY music scene. My answer to Cartiere’s question is that participation in 
both communities provides me with the unique opportunity to approach both as an insider and 
understand their differing needs and expectations.  
The initial impulse to organize a punk show in the museum came from my experiences 
and interest in the subversive pop-up shows of the central Illinois DIY music scene. However, I 
am not interested in only utilizing the museum as a venue for musicians to perform in. Local 
musicians who participate in Art Remastered are asked to creatively respond to an artwork of 
their choice on display at Krannert Art Museum. The musician later performs their response in 
front of their chosen artwork at the Art Remastered event.  
One of the intentions behind Art Remastered is to connect the museum and the musicians 
in order to highlight their similarities as well as introduce new topics and juxtapositions procured 
by the art on display. Many musicians in the local music scene are writing about topics that 
resonate with or against the artwork in the museum. The musicians of the local music scene are 
also artists; my trust in their skills to interpret and create leads to the premise of Art Remastered 
in which the museum is represented through the interpretations of local musicians rather than 
museum staff. 
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In the opening sentence of its mission statement, Krannert Art Museum describes itself as 
“a catalyst at the University of Illinois Urbana-Champaign and in the extended community to 
support interdisciplinary collaboration and the synthesis of knowledge for the benefit of current 
and future generations” (kam.illinois.edu/about). Although Krannert Art Museum is a university 
art museum, its mission statement acknowledges its belief in engagement beyond the university 
and into the extended community. Krannert Art Museum hosts a variety of free programs and 
events for university audiences and the extended community. Artist talks, gallery conversations, 
and exhibition openings all engage adult attendees directly with the artwork on display in the 
galleries. However, the tone of such events can be inaccessible to those unfamiliar with the 
vocabulary of art or social norms of the art museum. Other events at Krannert Art Museum such 
as yoga, open mic nights, and poetry readings may alleviate the discomfort some may feel 
engaging with artwork in the museum space and thus widen the audience outside of those who 
are already comfortable at the museum. However, such events put the artwork on display in the 
periphery, and the museum is utilized primarily as a venue in which to host the event. Art 
Remastered continues the intellectual mission of the museum while attracting audiences outside 
of the university. Art Remastered highlights the potential that interdisciplinary collaboration has 
in connecting the museum with the extended community by inviting community members, like 
local musicians, to produce creative content in response to the museum.  
 
What is Art Remastered? 
Art Remastered is a creative project in which six local musicians are invited to create a 
response to an artwork of their choice at Krannert Art Museum. At the Art Remastered event, the 
audience moves as a group through each of the galleries as the musicians perform one at a time 
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in front of their chosen artworks. In some ways, it could be described as a tour of the museum in 
which the musicians replace docents as intermediaries between the artwork and the audience.  
Each musician is allotted fifteen minutes for their performance. They may choose to use 
the entire fifteen minutes for their response or they may include other original material as part of 
their performance. The response itself is open to the interpretation of the musician. It may take 
on the form of a carefully arranged song, extended improvisation, or any other format that the 
musician thinks would best respond to the artwork they have chosen. To select their artwork, I 
meet with each musician individually at the museum several weeks before the event. We tour the 
galleries together and spend time with the artworks they are drawn to. I provide some contextual 
or art historical information, but I also stress the point that the response does not need to relay 
specific information about the artwork. The intention is not for the musician to perform a book 
report of sorts about the artwork; what is interesting and exciting is their unique interpretation of 
the artwork, however personal, direct, or tangential it might be. 
Selecting the roster of musicians to perform occurs through brainstorming based off of 
knowledge and research into the local music scene. As part of the brainstorm, several factors 
such as location, music genre, representation, and the ability to perform solo are considered. The 
first and most simple factor is location. Art Remastered aims to highlight local musicians rather 
than musicians outside of Urbana-Champaign. In a practical sense, it is easier to meet with local 
musicians who already reside in the area, and the musicians will have easier access to the 
artwork at Krannert Art Museum if they choose to visit it multiple times. On a philosophical 
level, local musicians are representative of and connected to the local music scene as well as the 
extended community outside of the university. 
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Another important factor considered when selecting musicians to participate is music 
genre. Art Remastered not only connects the museum and the local music scene, but brings 
together different music genres and their audiences. My experiences within the local music 
community are mostly centered around the DIY punk scene, so Art Remastered pushed me to 
explore pockets of the local music community that I am less familiar with, such as the folk and 
hip-hop scenes. Introducing difference extended beyond music genre and into race, gender, and 
sexuality as well. My own experiences as a woman playing shows that are mostly dominated by 
White men has made me hyper-aware of what voices are represented at the shows I attend and 
play; this critical eye is fixed upon the museum as well. Within art museums like KAM, the 
objects themselves are diverse, but are often spoken about by a relatively hegemonic group of 
people. The Andrew W. Mellon Foundation Art Museum Staff Demographic Survey conducted 
in 2015 reported that out of 878 museums, White Non-Hispanic staff made up 84% of the job 
categories most closely associated with the intellectual and educational mission of museums, 
such as curators, conservators, and educators (Westermann, 2015, para. 3). The musicians who 
participate in Art Remastered represent Krannert Art Museum as well as the Urbana-Champaign 
community, so difference is crucial not only in terms of representation but also in widening 
perspectives of interpretation. 
Lastly, when seeking out musicians to participate in Art Remastered, musicians are 
filtered by those who are capable of performing solo or without a large stage set-up required. 
Although I would love to bring the energy of a full band into the museum, the space restrictions 
of the galleries and the responsibility of keeping artwork safe from harm makes this difficult; if 
sound levels reach a very high volume, artworks may rattle in their cases or on the walls. Many 
of the galleries at Krannert Art Museum are quite small or include many pedestals, making it 
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difficult to accommodate large set-ups such as multiple amplifiers and a full drum kit. This 
stipulation can also be a benefit as it creates an intimate environment for the performances. 
 
Art Remastered Vol. 1 
The first iteration of Art Remastered took place on May 19, 2017. In this experimental 
pilot, I aimed to test the pliability of both the museum world and the music world as I acted as 
liaison between both communities. It is important to note that the timeline from idea to reality 
was brief, thanks to the overwhelming support of the Director of Education at Krannert Art 
Museum. Around March and April there was a lull in the amount of school programs coming to 
visit the museum since classrooms became busy with standardized testing. With this free time, 
KAM’s museum educators were given space and time to experiment and brainstorm ideas that 
we wished to test at the museum. I felt confident that I could iron out the details of Art 
Remastered in time for it to happen in the span of a few months. 
The initial idea was met with support by museum staff, and the date of the event was 
squeezed into an already busy calendar at a time after final exams and graduation had already 
taken place at the university. The timing of the first Art Remastered meant that by the evening of 
the event, most students had already left campus for the summer. Even without the usual student 
population present, Art Remastered still managed a turnout of 44 people, according to Krannert 
Art Museum’s attendance records. The night of the first Art Remastered was a chance to test the 
waters and observe the outcomes. I did not know what to expect in terms of attendance, the 
performances, or the overall reception to the event. The pilot was an initial experiment where I 
asked: Can I do this? and What will happen?  
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I found myself to be surprisingly emotional as the six musicians shared their creative 
responses and filled the galleries with their voices and melodies. The performances felt raw and 
vulnerable in the quiet space of the museum. Attendees were intently engaged during each 
performance, rather than chatty and social. The audience felt like a pack as we traveled together 
from gallery to gallery. Upon entering a new gallery, the next musician would emerge from the 
pack and station themselves in front of their patiently waiting instrument and occasional 
amplifier. After sharing a brief explanation as to why they chose the artwork they were 
performing in front of and about, each musician performed their creative response. Six musicians 
in total performed creative responses ranging from tearful musings on memory and healing 
inspired by an Ethiopian healing scroll, to looping melodies and abrasive noises layered over 
guitar effects pedals inspired by an abstract American painting.  
The result was an intimate evening where a vibrating collage of engagement between the 
artwork, the musicians, and the audience took place. As I blinked back tears several times that 
night, I realized that through the creative gesture of sharing their work, the musicians had the 
unique power to teach in a way that transcended language and stirred the emotions of those in 
attendance. Artists and activists Duncombe and Lambert (2015) describe this power, stating “art 
allows us to say things that can’t be said, and give form to abstract feelings and ideas, and 
present them in such ways that they can be communicated with others” (p. 32). At Art 
Remastered, interpretations were brought to life to create a conversation between different 
communities and facilitate new readings of artworks through the medium of music. In the 
following chapter, Art Remastered is situated within the context of the history of education in art 
museums and the current trend of museums inviting artists and outsiders to creatively respond to 
the museum and facilitate new conversations between communities about the artwork on display. 
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CHAPTER 2:  REMASTERING THE HISTORY OF MUSEUM EDUCATION 
 
The history of education within art museums is rooted in the creative experiments of 
museum educators testing the pliability of their field. The willingness to explore new pedagogies 
and pursue unique programming may have stemmed in part from the absence of shared goals, 
research, or theoretical underpinnings that persisted from the field’s beginnings in the late 
nineteenth century up until the formation of networks amongst museum educators in the 1980s. 
Museum educators experimented with their own notions of what museum education should be, 
rather than relying on a foundation of shared goals and scholarship that did not exist quite yet. In 
a 1986 report titled The Uncertain Profession: Observations on the State of Museum Education 
in Twenty American Art Museums, Dobbs and Eisner brought attention to what they reported as a 
“lack of consensus regarding the basic aims of museum education” (pp. 30-31).  
In response to Dobbs and Eisner’s report, museum educators were in consensus that they 
should speak for themselves about the state of their profession. Professional museum education 
organizations such as the Education Committee of the American Association of Museums and 
the Museum Division of the National Art Education Association began to work together and 
meet for the first time (Burnham & Kai-Kee, 2011). One result of these new efforts was the 
summit meeting of twenty-five museum educators in 1987, who met in Denver, Colorado to 
create a shared definition of museum education and define issues central to the field’s future 
(Burnham & Kai-Kee, 2011). Determined action towards establishing space for scholarship and 
research in museum education was also pursued. In 1978, the Council on Museums and 
Education in the Visual Arts published a compendium titled The Art Museum as Educator that 
was the first attempt to document museum education programs across the United States 
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(Burnham & Kai-Kee, 2011). The Journal of Museum Education was created in 1985 and is the 
only American journal that is devoted to the theory and practice of museum education; it 
continues to publish today under the leadership of the professional organization of museum 
educators known as the Museum Education Roundtable (www.museumedu.org). Today there are 
several major research sites and professional organizations such as the Museum Learning 
Collaborative, Smithsonian Center for Education and Museum Studies, and Group for Education 
in Museums who are focused on connecting and supporting museum educators in the theory, 
training, and practice of museum education (www.museum-ed.org/organizations). As museum 
educators began to lay the bricks to build the foundation of their field, the spirit of 
experimentation continued to thrive and prevail. It is with this same spirit that creative projects 
like Art Remastered are undertaken as the pliability of what museum education is and can be is 
continuously tested. 
One of the first experiments in museum education was the introduction of the museum 
docent. According to Burnham and Kai-Kee (2011), docents were first introduced in 1907 at the 
Museum of Fine Arts in Boston as an experiment in live instruction. At the start of the twentieth 
century, art museums were still relatively new and museum staff realized that many visitors were 
unsure of how to interact with the art on display; docents were introduced as an attempt to 
engage visitors and invoke in them an appreciation of art. Surprisingly, these first educational 
attempts did not ask docents to perform the role of a lecturing expert that we often associate with 
museum tour guides today; the approach that defined the docent’s role was one of 
companionship rather than guidance. Gilman (1918), the secretary of the Museum of Fine Arts in 
Boston from 1893-1925, explained that the docent’s exchanges with visitors must be taken on 
“in the spirit of free intercourse, not in that of compulsion, in the spirit of play and not of work, 
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seeking to offer not what the docent wants to teach but what the spectator wants to know” (p. 
292). Docents were meant to perform the role of a knowledgeable friend exploring the museum 
with visitors, guiding the route based off the visitors’ interests and providing information when 
available (Gilman, 1918). The significance of this early educational experiment is that from the 
onset, museum educators have been interested in the idea of play as well as erasing the barrier 
between expert and visitor within the museum. Art Remastered plays with Gilman’s initial 
experiment even further by consequently having musicians perform the role of docent as they 
share and teach the audience about their chosen artwork through their performances. Visitors are 
able to experience the artwork and draw their own interpretations about the work as the musician 
provides an access point into the artwork. In both cases of docent-as-friend and musician-as-
docent, teaching occurs through a horizontal exchange or experience rather than a top-down 
lecturing approach.  
Although the first docents were meant to engage visitors in the playful manner of friends 
exploring the galleries together, the standard museum tour became the lecture-based format that 
is most associated with museums today. In 1936, Thomas Munro, an art educator at The 
Philadelphia Museum of Art, denounced the general tour through the whole building, “in which a 
docile class was rapidly paraded through a tiring and bewildering series of galleries” including a 
lecture “replete with names and dates, with abstract principles and dogmatic evaluations” (as 
cited in Burnham & Kai-Kee, 2011, p. 28). Although museum educators like Munro bucked 
against the methodology of such tours, their prevalence continued, perhaps because of the 
uncertainty many visitors experience when visiting an art museum.  
In the late 1940s, art museum visitors were observed asking for “a sort of information 
capsule which will relieve them of the need to study the works before them” (Pach, 1948, p. 
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205). This impulsive need for immediate answers about the meaning of an artwork is also seen in 
the way one might rely on label text to correctly understand the work. Curator Susan Myers 
highlights how the reliance of being told what an artwork is about rather than finding meaning 
through one’s own interpretation ultimately diminishes the potential of the visitor, stating that 
“we have disempowered our audiences if we have led them to believe that they need facts in 
order best to experience art objects” (1988, p. 104). That is not to say that facts must be thrown 
out all together; contextual information greatly informs how we must engage with an artwork. 
The time period, location, and various other contextual factors can drastically influence how an 
artwork should be understood. Myers (1988) argues that rather than letting the object speak for 
itself or providing excessive external information, the role of the museum educator should fall 
somewhere in between. 
Art Remastered aims to strike a balance between an informative and interpretive 
approach as musicians briefly share some contextual information about the artwork they chose, 
then perform their creative response. This structure allows audience members to first gain a 
baseline entry point into the artwork through the contextual information shared by the musicians. 
The performance then is an invitation in which to experience the artwork through the lens of the 
musician and compare it to one’s own interpretation of the artwork. The creative response of the 
musician is showcased through the performance, which is interpreted by the audience, signaling 
that multiple interpretations are possible and there is not necessarily one correct way to respond. 
 Within the history of teaching in art museums, the balance between interpretive and 
informative teaching is constantly at play. In 1982, Patterson Williams, the director of education 
at the Denver Art Museum at that time, stated that the primary aim of museum education “must 
be to bring together people and objects, not people and information about objects” (p. 12). 
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Williams stated that the best goal for museum education programs was to “help visitors have 
personally significant experiences with art objects” (1982, p. 12). In order for visitors to achieve 
personally significant experiences, museum educators must let go of the reins and encourage 
visitors to “trust their own powers of observation” (Myers, 1988, p. 106).  
Museum educators put this trust in visitors and the artwork to the test as public 
attendance drastically increased, growing from 300 million in 1965 to 700 million in 1970 (as 
cited in Burnham & Kai-Kee, 2011, p. 34). Creative projects focused on interpretation and 
response began to pop up in museums like the Metropolitan Museum of Art. In 1968, programs 
like Old Masters: New Apprentices gave teens the freedom to creatively respond to an artwork of 
their choice. It was argued that “by choosing their soulmates through history, the kids also 
strengthened their own identities as artists” (Bohnen, 1968, p. 232), Furthermore, this freedom of 
choice and discovery of connections across time and place gave students “the security of 
belonging to a tradition” (Bohnen, 1968, p. 232). 
In 1972, Philip Yenawine, the head of high school programs at the Met at that time and 
co-founder of Visual Thinking Strategies, created a program called Arts Awareness which aimed 
to “break down the barriers between high school students and art objects and the institutions 
which house these objects” (Friedberg, 1972, p. 1). The goal of Arts Awareness was to have 
students respond to artwork through creative means such as dance or photography. Yenawine 
supported non-verbal and non-information based approaches to creative response in which 
students performed the aesthetic qualities of chosen artworks. Yenawine believed that art could 
be accessed through a universal language, stating that “certain aesthetic qualities are common to 
all the arts—such things as texture, line, space, structure, color and mood…are translatable from 
one art form to another” (Friedberg, 1972, p. 1). Yenawine’s approach was not without criticism 
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as the debate between informative and interpretive teaching continued. In 1978, Susan Mayer, 
museum education coordinator at the University of Texas at Austin, remarked, “we could see 
that children were enjoying dancing in the gallery—but were they learning anything?” (1978, p. 
18). 
It is important to note that Old Masters: New Apprentices and Arts Awareness were 
created for teens and high school students. In comparison, programming for adult audiences is 
dominated by lecture-based approaches. According to Stone (1997), “the lecture format takes 
precedence over alternative approaches in the education of adults in the art museum although 
there is no proof of its adequacy” (p. 142). Adult audiences who find the lecture format 
inaccessible or uninteresting will stay away from museums if that is all that is offered, and this 
limits the communities that such museums engage with. Stone writes, “If museums continue to 
serve adults in a uniform way, then museum professionals lose the opportunity to provide 
visitors with meaningful experiences” (1997, p. 149). Museum educators have started to explore 
the potential of implementing interactive strategies, like creative response, in programs for adults 
as well as children (Adams, Moreno, Polk, & Buck, 2003; Barret, 1993; Barrett, 2008; Hubard, 
2007; Levinson et al, 2008). This trend may result in more personally significant experiences for 
adult audiences rather than primarily didactic learning opportunities in the museum. 
Starting in the 1990s, an even greater focus was placed upon the role of the visitor in 
creating meaning through their experiences with artworks rather than through provided 
information. As educator, curator, and artist Lisa C. Roberts put it, museums “hand the 
interpretive process itself over to visitors so that they may discover for themselves the meanings 
that speak to them” (1997, p. 74). This approach is exemplified by constructivist theories of 
learning that became popular during this time and emphasized learning by doing. Constructivist 
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teachers “invite and motivate visitors to form their own interpretations, ask and pursue their own 
questions, and find personal relevance in the museum’s exhibits and programs” (Lankford, 2002, 
p. 15). 
Constructivist theories drastically alter the purpose and understanding of what a museum 
is; museums become places where knowledge is produced, not transmitted (Rice, 1995). The act 
of transmitting facts or knowledge from teacher to student is in line with the banking concept of 
education in which students are empty vessels who receive, memorize, and repeat information 
provided by teachers (Freire, 1972). In contrast, the constructivist approach shares the authority 
of meaning making in museums. Paulo Freire (1972) explains that “education must begin with 
the solution of the teacher-student contradiction, by reconciling the poles of the contradiction so 
that both are simultaneously teachers and students” (p. 53). Museum educators can facilitate 
meaningful experiences for visitors by creating learning environments in which everyone has the 
opportunity to be both teacher and student.  
In my own experiences as a museum educator, there have been countless times where 
students have caused me to see something new or think about an artwork in a way that I never 
had before. In one instance, I was leading a group of 5th graders through an exhibition at 
Krannert Art Museum titled And Yet My Mask Is Powerful by contemporary artists Basel Abbas 
and Ruanne Abou-Rahme. We stopped to discuss the gesture the artists were making by placing 
dried flowers upright in the drilled holes of stacked bricks. I had previously understood this 
gesture as a symbol of nature prevailing amidst construction and destruction, but one student 
shared how it could also mimic the gesture of placing a flower upon a gravestone. The student’s 
comment opened up the artwork to a beautiful and thoughtful reading that would not have 
occurred if I had only offered my own interpretation to the group. 
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Today, museum educators continue to play with the museum and challenge the role of the 
museum educator. One example is Museum Hack, a company that provides unconventional tours 
throughout major museums across the United States. Like Art Remastered, Museum Hack takes 
a subversive approach to programming. Museum Hack tours are not created through the chosen 
museum’s education department but are offered as “renegade tours” by Museum Hack 
employees. One example of their renegade tour is the “Badass Bitches of the Met” tour, 
described as a “two hour, kick-ass feminist tour of the museum” which “celebrates the 
fascinating tales of women in the museum” (www.museumhack.com/badassb). The tours 
themselves rely on engaging visitors through interpretation, photo-challenges, and other games 
led by the tour guide, with some art historical facts and stories sprinkled throughout. 
Interestingly, Museum Hack tour guides are not required to have a background in teaching or art. 
On the job application for “Renegade Tour Guide”, Museum Hack asks for “background in one 
or more of the following: theater, improv, debate, teaching (if you were Robin Williams in Dead 
Poets society), making passionate speeches about nerdy subjects to your friends, being awesome, 
museum education and science communication” (www.museumhack.com/jobs). 
Like Museum Hack, Art Remastered asks how artworks are represented and by whom. 
Rather than asking museum educators to facilitate connections between the artwork and the 
audience, Art Remastered asks musicians to take the lead. Although the musician might be 
performing the role of the docent, they are not docents. Docents are an extension of the museum 
itself. They represent the museum, are trained by museum staff, and have access to information 
on the artworks they teach with. The musicians of Art Remastered are outsiders to the museum 
and are free to represent the artwork however they choose. 
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Museums like the Denver Art Museum have also turned to artists to produce creative 
content through museum education. Untitled Final Fridays is an event series for adults where 
various activities and performances occur throughout the museum, and each of them have been 
designed and implemented by artists. Past projects include the creation of alternate wall texts for 
artworks on display in the museum, live professional wrestling in the gallery space with a fully 
set-up wrestling ring, and gallery tours led by local drag queens 
(denverartmuseum.org/programs/untitled-final-fridays). 
In Creating the Visitor-Centered Museum, Peter Samis and Mimi Michaelson (2017) 
explain how the visitor-centered approaches that have appeared across today’s museums 
“ultimately shift traditional structures and may end up equalizing roles or flattening hierarchies” 
(p. 6). The result is a shift in power as the representation of artworks is shared by community 
members and creative practitioners outside of the museum staff. Widening the range of who 
represents the museum also widens the perspectives and interpretations that are shared. Hooper-
Greenhill (2007) explains that by opening up the possibility for multiple interpretations from 
different perspectives to exist, “learning in museums is potentially more open ended, more 
individually directed, more unpredictable and more susceptible to multiple diverse responses 
than in sites of formal education, where what is taught is directed by externally established 
standards” (p. 5).  
The musicians of Art Remastered are not only representing the artworks on display, but 
interacting with the museum through a creative gesture of giving. There are countless programs, 
especially for children, that involve visitors creating something in response to an artwork. 
However, these creative activities primarily serve the purpose of enriching the visitor’s own 
experience by facilitating a connection between their act of response and the artwork. The 
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musicians of Art Remastered take this action one step further by creating a new work about the 
art in the museum, then giving to the museum as well as the visitors through their performances. 
If Art Remastered were to follow the model of a typical creative response program, the musician 
would connect with an artwork, create a song, and leave it at that. The shared creative response 
allows audience members to interpret the response and compare it to their own interpretation of 
the artwork. In this way, nodes of interpretation continue to grow and expand in response to the 
artwork. The exchange that occurs between musician, museum, and audience creates a 
conversation between different communities and highlights the multiplicity of meanings that are 
possible in any given artwork. This idea of conversation will be expanded upon in Chapter 4, 
which describes the findings of the research conducted around the second iteration of Art 
Remastered in 2018. 
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CHAPTER 3: MUSEUM AS MATERIAL 
 
The second iteration of Art Remastered took place on February 23, 2018. Because of the 
success of the pilot event, I received support from the Director of Education and museum staff of 
Krannert Art Museum to create another Art Remastered event. The pilot functioned as an initial 
experiment to see what would happen and if the event would be successful. The second iteration 
of Art Remastered occurred through the additional lens of research; there was a heightened 
curiosity to observe what themes and proposals would emerge from analysis of the data collected 
in the form of musician interviews, audience member interviews, and my own observations as 
both a museum educator and musician. 
As a creative practitioner who works at a museum, the creation of Art Remastered also 
functioned as an experiment in making my work part of my creative practice. As I worked 
towards making Art Remastered a real event, I tested the pliability of the museum and learned 
what Art Remastered is and is not through a series of speculative moves. In this artwork, the 
museum is the material, and it is juxtaposed with the methodology of the music scene. 
 Because I am considering Art Remastered through the lens of an artwork, the creation of 
Art Remastered followed the methodology of arts-based research. In the Handbook of the Arts in 
Qualitative Research (2008), Knowles and Cole define arts-based research as: 
the systematic use of the artistic process, the actual making of artistic expressions in all of 
the different forms of the arts, as a primary way of understanding and examining 
experience by both researchers and the people that they involve in their studies. (p. 29) 
According to Rolling (2010), arts-based research does not always seek a single cause-and-effect 
answer and instead relies on interpretive validity. Furthermore, it is not necessary for arts-based 
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researchers to have an initial set of research questions established before gathering data (Irwin & 
Ricketts, 2013). This allows for questions to evolve as researchers continuously reflect and 
reinterpret their work.  
As with any artwork, my first creative experiment with the pilot of Art Remastered gave 
me the opportunity to reflect on what I might do differently next time, and it also provided me 
with the confidence of knowing how to work with the material of the museum. Because the first 
Art Remastered occurred after students had left campus, it was of great interest to schedule the 
second iteration during the semester while students were still present. I expected this decision to 
positively influence attendance numbers, but nevertheless was surprised at the large turnout at 
the second iteration of Art Remastered. In its first year, Art Remastered drew a crowd of 44; in 
its second year, the crowd more than quadrupled to a total of 186 attendees. It was wonderful to 
have so much support and interest, but the number of bodies in the gallery spaces caused some 
understandable concern as museum rules were pushed to their limits and attendees came 
dangerously close to artworks in the crowded spaces. 
Like in its pilot year, Art Remastered took place from 7:00–9:00 pm on a Friday night. 
When planning, I thought the event would be most accessible during an evening over the 
weekend when many people are not working; most concerts and similar events are often booked 
during weekend evenings as well. This time frame is outside of the museum’s typical open hours 
of 9:00am–5:00pm and required the funding to pay for necessary security. 
Because there is not a discretionary budget set up to pay for creative work in the museum 
education department, funding for security and participating musicians needed approval to come 
elsewhere from the museum’s overall budget. Funding for musicians was not offered outright, so 
it was my task to convince museum staff of its need. Art Remastered’s focus on interdisciplinary 
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collaboration and potential to connect with audiences outside of the university community falls 
directly in line with Krannert Art Museum’s mission statement that supports “interdisciplinary 
collaboration and the synthesis of knowledge” at the University of Illinois and the extended 
community (kam.illinois.edu/about). The service of the musicians also far exceeds a 15-minute 
performance since they are tasked with creating new content in response to the artworks at 
Krannert Art Museum. The time and efforts of such creative work warrants additional funding. 
Because of these reasons, I received support from museum staff to fund Art Remastered with the 
museum’s budget, and the payment amount for each musician was left to my discretion.  
During the pilot year, six musicians were paid $50 each. My reasoning for this amount 
was based on my own experiences performing at local shows in the Urbana-Champaign DIY 
music scene. Many local bands in the DIY scene do not expect payment for playing local shows; 
they are often booked as support for the touring band, and the majority, if not all, of the money 
collected is given to the touring band to fund travel costs. When I discussed the topic of payment 
with the musicians participating in Art Remastered, almost all of them said that they were not 
expecting anything and were pleasantly surprised. This rationality might be exclusive to the DIY 
scene, and upon reflection is not a fair judgement on which to compare other performances or 
base a decision regarding funding upon. 
The following year, I asked to increase the musicians’ pay to $100 each and my request 
was approved. The bargaining experience has highlighted the fact that the space of the museum 
and funding provided by the university is not comparable or interchangeable with that of a small 
DIY venue. Art Remastered is a free event, so all of the costs are budgeted by the museum and 
ultimately the university. Compared to the costs of other performances in institutional spaces, I 
felt comfortable asking for an increase in funding, and I believe I should push to increase 
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payment for musicians even further for future iterations of Art Remastered. Opportunities to 
partner with other departments on the University of Illinois campus can help to secure additional 
funding outside of the museum as well as form interdisciplinary connections. 
 
Research Methodology 
Art Remastered connects the museum with the extended community by inviting 
community members, like local musicians, to produce creative content in response to the 
artworks on display at the museum. My research methodology also aims to mirror this intention 
by including the voices of community members. The qualitative data that was collected includes 
interviews with audience members as well as participating musicians.  
 
Audience Research Participants 
Immediately after the final performance of Art Remastered, audience members lingered 
in the galleries to chat and explore the museum. During this time, the Director of Education and 
the Education Center Coordinator of Krannert Art Museum approached groups of audience 
members to interview and record their answers through the Voice Memo app on the 
interviewer’s iPhone. An IRB-approved script that describes the research was read and 
participants were told that their comments would be anonymous (see Appendix A). After 
providing verbal consent to participate in the research, audience members were asked four 
questions. In total, 15 audience members were interviewed. After receiving the audio recording, I 
transcribed and coded the interviews based on emergent themes. To protect their privacy and 
allow for honest feedback, audience research participants were anonymous and no identifying 
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information was gathered. To keep track of comments, each audience member was labeled 
consecutively as Visitor 1, Visitor 2, etc. The audience interview questions were: 
1. Part of this research analyzes Art Remastered as another way of learning about the 
artwork on display at Krannert Art Museum. Do you feel that this was achieved? 
2. What was your experience like watching the performances in the galleries? 
3. How did you interact with artwork on display before, during, and after the performances? 
4. How, if at all, did the performances affect your engagement with the artwork on display? 
 
Musician Research Participants 
Six musicians participated in Art Remastered. As part of their preparation for the 
performance, each musician met with me at the museum to walk around together and select their 
response artwork. At this time, I presented each musician with an IRB-approved document 
detailing the research (see Appendix A). To participate in the research, each musician needed to 
consent to an interview and inclusion of their name and photo in this thesis. I explained that their 
choice to participate in the research had no effect on their participation in Art Remastered. All 
six musicians consented to participate. Below are brief descriptions that provide some contextual 
background to each artist and their musical style: 
N. M. Garcia’s gentle voice and gorgeous layers of harmony, guitar effects, and delicate 
melodies swirl together and leave listeners in a peaceful and reflective state. Garcia’s lo-fi sound 
increases its intensity in his other project, Windmills, with the addition of drums and loud guitars 
pairing with intriguing vocal melodies. 
 Keegan Gulick started out as a solo performer in the Urbana-Champaign DIY music 
scene, but has since moved on to leading the charming lo-fi fuzzpop band Ghoul Jr. Keegan 
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combines the shy sweetness of his vocal melodies and lyrics with bouncing guitar riffs. 
 Sharon Li is best known for her role in Jarring, a band that is a staple in DIY music 
community and stays true to the emo roots in Urbana-Champaign music scene history as the 
birthplace of prominent emo bands like American Football and Braid. Pulling away from the 
fuzzy, math rock riffs and heavy-hitting drums of Jarring, Sharon performed in a stripped down 
solo setting, showcasing her earnest voice and impactful lyricism. 
Olivia Tasch is an acoustic folk songwriter and guitarist. The softness and subtle twang 
of Olivia’s voice creates a charming and engaging effect in her songs about subjects that speak to 
the small-town environment of central Illinois. Olivia is also a member of the Chickadee 
Sermon, a harmony-based acoustic folk band that utilizes delicate instrumentation. 
 Teddy Lerch is a talented guitarist and songwriter whose mastery over several 
instruments and effects pedals gives him a palette of sound textures at his disposal. Teddy’s 
current projects include bands ZXO and Shazu, ranging from psychedelic and melodically 
intricate ambience to heavy sludge rock. 
 CJ Run is a singer, rapper, and songwriter whose influences include British hip-hop, 
Afrobeat, and electronic music. CJ is best known for their engaging performances that rely on 
crowd interaction and seamlessly blend catchy melodies with quick and clever raps. CJ’s songs 
draw from personal experiences and musings on gender, sexuality, and love, making them 
universally relatable.  
Interviews took place individually with each musician between 1–3 weeks after the Art 
Remastered event. Interviews were conducted over the phone or in person at Krannert Art 
Museum or the Champaign Public Library and were recorded through the Google Voice app or 
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the Voice Memo app on my personal iPhone. I then transcribed and coded each interview. The 
interview questions asked were: 
1. Part of this research analyzes Art Remastered as another way of learning about the 
artwork on display at Krannert Art Museum. Do you feel that this was achieved? 
2. Tell me about the process of responding to an artwork through music. What was the 
song-writing process like? Did your relationship to the artwork evolve at all? 
3. Tell me about your experience performing. How did your experience performing in a 
museum compare to performances in other venues? 
4. How, if at all, did Art Remastered affect your comfort level with museums? With art? 
As I read and reflected upon the interview transcriptions of audience members and 
musicians, four themes emerged: connecting the local music scene and the museum, moments of 
dissonance, engagement with the artwork, and future engagement. These four themes were used 
to code the research participants’ comments and are analyzed further in Chapter 4. 
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CHAPTER 4: OUTCOMES 
 
Through analysis of audience and musician interviews following Art Remastered, four 
outcomes or themes emerged. Connecting the Local Music Scene and the Museum analyzes the 
result of juxtaposing two communities together that are at once both opposite and alike. 
Comments from audience members and musicians help to understand how the bridge across the 
two communities was constructed because of the involvement of local musicians and the 
accessibility of music as a medium in which to engage with art. Moments of Dissonance explores 
the challenges that occurred in organizing Art Remastered and during the event itself. Moments 
of discomfort from the perspective of the museum, the audience, the musicians, and myself as 
the organizer were shared and analyzed to highlight how the juxtaposition of the music scene and 
the museum can be at once harmonious as well as dissonant. 
Engagement with the Artwork looks at the goal of facilitating deeper engagement with 
the art on display and how Art Remastered was able to achieve this goal through the medium of 
music, the time spent in front of the artwork, and the collage that occurs between artwork, 
musician, and visitor. Future Engagement explores the future impact of Art Remastered on 
musicians, audience members, and the museum. Of particular note is the possibility of 
collaboration between CJ Run and contemporary artist Allan deSouza, who requested to install a 






A Collage of Worlds: Connecting the Local Music Scene and the Museum 
 
Photo 2: Sharon Li performing at Art Remastered, 2018, courtesy of Veronica Mullen 
 
One of the aims of Art Remastered was to connect the university art museum with the 
extended community, specifically the local music scene. The location of Krannert Art Museum 
on the University of Illinois campus asks visitors to physically enter the environment of the 
university, which may be viewed by some as a space that is reserved for faculty, students, staff, 
and other academics. Potential visitors may view the museum as a space for those who are 
experts or scholars in art or are at least familiar with how to behave in a museum and engage 
with the art on display. At the core of Art Remastered is the belief that the creative work that 
occurs in the local music scene is not far different from the creative work on display in the 
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museum. The bridge that can connect both communities is interdisciplinary collaboration that 
places the power of representing the work on display in the musician’s hands. During their 
interview following the event, Visitor 1 demonstrated the effects of interdisciplinary 
collaboration, commenting, “anytime you can bring in multimedia, or bring something new to a 
work of art, you’re going to widen the audience.”  
Potential museum visitors who enjoy live music or are already fans of the local musicians 
performing at Art Remastered immediately have an entry point into Art Remastered. Even if 
attendees are unsure of what to do at the museum or how to engage with artwork, they may feel 
comfortable with behavioral expectations of listening to music and watching the performances. 
This expectation and familiarity of behavior may have helped make the push from indecision to 
attendance for some attendees of Art Remastered. Visitor 2 explained their motivation for 
attending: 
I’ve only been to the art museum a couple of times, and it was all through classes. I think 
having something that was just independent and something that could incorporate my 
own interests—I guess it’s easier to engage with music than it is with visual art—it just 
made it easier to connect. 
 Furthermore, the ability to connect with the art on display was not facilitated by museum 
educators, but by the musicians. Teddy Lerch, who was one of the six musicians that performed, 
explained how the dynamic of having the musician perform the role of teacher rather than a 
museum educator or curator might have made the experience more comfortable and accessible 
for some:  
It makes me think of the cool student teacher. The teacher obviously knows what they’re 
talking about and you see them as this threatening expert; you almost feel too timid to ask 
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questions or voice your opinion. But when there are other people there, like a younger 
TA, you feel like you can relate to them better and are more inclined to speak your mind 
and ask questions. 
Teddy’s analogy illustrates the discomfort some may feel with the presence of the 
“threatening expert” at the museum. His comment reflects the banking concept of education that 
highlights the hierarchy of power between the teacher and student. Freire explains that “in the 
banking concept of education, knowledge is a gift bestowed by those who consider themselves 
knowledgeable upon those whom they consider to know nothing” (1972, 53). By excluding the 
didactic, top-down teaching approach in the structure of Art Remastered, the tone of the 
performances took on a much more approachable nature that encouraged visitors to have 
confidence in their own interpretations and engage with the artwork through the accessible 
medium of music. The musicians are not museum experts but reflections of the extended 
community as well as the university; three out of the six musicians who performed are also 
students at the University of Illinois Urbana-Champaign, and all are active participants in the 
local music scene, which primarily operates outside of the university campus. 
The intended audience for Art Remastered included students and young adults, 
specifically members of the music scene. Although both demographics made up a significant 
portion of the audience, I observed a variety of ages represented at the event, from children to 
older adults. It was exciting to see that the audience wasn’t only a reflection of the demographic 
that attends music performances or the demographic that attends museum events, but a mixture 
of people from various backgrounds. This observation was also noted by Visitor 5 who 
commented, “I think it brought a lot of people into the museum that wouldn’t necessarily think to 
come here. It appealed to a lot of different types of people and I thought that was really cool.” 
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I had initially envisioned Art Remastered as an event primarily populated by members of 
the music scene; the image I had in my mind was as if I took all of the people at a typical punk 
show in Urbana-Champaign and placed them in the museum instead. I failed to realize how the 
premise of connecting art and music would appeal to so many members of the community 
outside of the music scene, regardless of their recognition of the performers or attendance at 
shows in the music scene. The initial collage of the music scene and the museum snowballed into 
an event that was attended by grandparents and their grandchildren, students, museum staff, and 
various other members of the Urbana-Champaign community. 
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Moments of Dissonance 
 
Photo 3: Teddy Lerch performing at Art Remastered, 2018, courtesy of Veronica Mullen 
 
I felt like someone who didn’t quite belong, but I felt like I had to prove myself through 
this. It seemed like a really big step up, playing in an art museum. The next day I was 
playing in a punk basement in town, and that stark contrast really says it all. (Teddy 
Lerch) 
 
The space of the museum is loaded with its own meaning and preconceptions. The white 
walls and silence we often associate with visiting the museum allows visitors to have a focused 
experience with the artwork; the intent is to create an environment that allows for deep 
engagement with the art on display. It becomes a space for reflection and meaningful 
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experiences, like a place of worship. However, these same attributes can also cause discomfort or 
awkwardness when visiting a museum. Visitors may feel uncertain of what to do or how to 
behave in the space. Krannert Art Museum’s galleries are not constantly crowded with people as 
one might expect at large museums in major cities; visitors are joined in the space by the ever-
present security guards and occasional additional visitor or two. The security guards inevitably 
bring with them the dynamic of surveillance, which can cause discomfort, especially to those 
already self-conscious or uncomfortable in the museum space. Many visitors have left comments 
on social media or feedback forms stating how they felt uncomfortable because of security staff 
following or watching them; one Yelp reviewer commented, “the security guard followed us 
around like he thought we'd stolen his puppy” (www.yelp.com/biz/krannert-art-museum-
champaign). 
Furthermore, museum rules are not consistent from museum to museum, so they might 
not be inherent to the visitor. Krannert Art Museum’s rules ask visitors to refrain from touching 
the artwork, running, shouting, rowdiness, smoking indoors or outside, flash photography and 
leaning against the walls, doors, and fixtures (kam.illinois.edu/visit/gallery-guidelines). 
Photography is allowed in galleries that contain artwork from the museum’s collection, but there 
is no signage or easily accessible information that lets visitors know which artworks or 
exhibitions do not allow photography. If a visitor tries to take a photo of an artwork that happens 
to be on loan and is not permissible to photograph, the visitor will be approached by a security 
guard, potentially resulting in a discouraging and confusing experience. 
Concerts and other music experiences often create an environment that is the exact 
opposite of the museum space: loud and dimly lit, with people dancing, leaning against walls, 
shouting, and taking photos. The DIY punk shows in skate parks, parking garages, and empty 
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barns described in Chapter 1 push the use of the environment even further by physically taking 
over the space and reclaiming it for a brief time as a performance space. While the museum 
operates around the constraints of its rules, the subversive actions of the DIY punk shows are in 
complete opposition to any rules or authority. 
By combining these two opposite spaces and behaviors, there are sure to be tensions that 
occur. The moments of dissonance that did or did not result during the Art Remastered event in 
2018 were analyzed from the perspective of the museum, the musicians that performed, and the 
audience members. During the process of organizing Art Remastered, I experienced several 
moments of anxiety as I balanced my dual roles as representative of the museum and the music 
scene. Analysis of the moments of dissonance that occurred both in organizing the event and 
during the event itself has also provided the opportunity to reflect on what Art Remastered is and 
what it is not. 
 
The Museum Perspective 
 On the night of Art Remastered, several museum staff members were in attendance, 
including myself. The presence of museum staff members outside of the education department 
added a heightened sense of responsibility as they are experts of the content and care of the 
artworks on display. The main concern shared by myself and other museum staff in attendance 
was keeping the artwork free from harm. There were moments where the artwork was put at risk 
due to the fact that so many bodies were in the gallery spaces. The recorded attendance for Art 
Remastered was 186, and the only space large enough to accommodate this crowd size was the 
gallery in which the first performance occurred. The following five performances all took place 
in galleries that were too small to comfortably contain the size of the crowd. Art Remastered 
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pushed the museum space to its limit as audience members squeezed into the galleries, standing 
and sitting shoulder-to-shoulder in order to fit as many people in as possible.  
The audience overflowed into adjacent galleries as well, causing the performance and the 
artwork to be out of view for some. Many attendees were leaning on walls or standing 
dangerously close to paintings and other hanging artworks. In an attempt to reduce the risk to the 
artwork, I encouraged attendees to sit on the floor to prevent leaning or bumping up against an 
artwork on the wall. Between museum staff and security, we did our best to caution people who 
were getting too close to the artworks, but at times we found ourselves stuck in the crowd and 
unable to move freely. 
 With an event that stretches the capacity of its space comes the risk of damage, and 
unfortunately, one artwork was slightly harmed at Art Remastered. The second performance of 
Art Remastered was by Keegan Gulick, and it was in response to a large found-object sculpture 
in the center of a small gallery. Part of the sculpture features trails of halved paper cups strung 
together along the floor, and one of these cups was bent as the crowd exited the gallery after 
Keegan’s performance. Immediately after this incident, stanchions were set up to put the artwork 
off limits and out of the way of any future potential harm. 
 On the following work day after Art Remastered, I approached the Collection Manager 
and Exhibitions Director to hear their comments and concerns regarding Art Remastered. It 
turned out that the damage to the cup was not severe. It had been accidently rolled over by a 
wheelchair and one edge now had a bend in it. Luckily the curator and the artist both were not 
upset, and the damaged cup was easily replaced. The same situation could have received a 
completely different response, so I considered myself lucky that there were no greater 
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repercussions and grateful for the quick thinking and help of museum staff during and after the 
event.  
The incident of the damaged artwork as well as the crowd size brought up many concerns 
and suggestions from museum staff about future iterations of Art Remastered. One suggestion 
was to host the event only in the largest gallery available and project images of the chosen 
artworks onto a screen. As I weighed this option I decided that a crucial aspect of Art 
Remastered is the fact that performances happen directly in front of the chosen artworks. The 
experience is a collaboration between the artwork and the musician, so having both parts present 
is necessary. An image of the artwork cannot fully represent the artwork itself, and I am 
interested in moving visitors throughout several galleries in the museum so that they see more 
and become familiar with the space. 
Another suggestion was based on the concern that objects on loan should not be put at 
risk by the resulting large crowd the event draws, so perhaps musicians should select their 
response artwork only from galleries featuring artwork from the museum’s collection. A similar 
suggestion was made about limiting choices to large galleries in order to accommodate crowd 
size. Although I understand the intentions behind these suggestions, I would dislike limiting the 
artworks that musicians can choose from. There is no way of knowing what will resonate with 
someone when visiting a museum, and I do not want to miss out on any potential connections or 
moments of wonder between the musicians and the artwork. The suggestions and concerns from 
museum staff must be considered for future iterations of the event. When planning the next Art 
Remastered, I will need to find the right balance that keeps artwork safe and follows the 
museum’s intentions while not straying far from my initial vision of what Art Remastered is. 
 
36 
The Audience Members’ Perspective 
 The main point of discomfort for audience members was also due to the crowd size. 
Visitor 3 commented that the proximity resulted in “rubbing elbows with people I didn’t even 
know.” If there was no room left to squeeze into the gallery, many attendees stood in the 
overflow of another gallery. Visitor 1 was stuck in the overflow towards the beginning of Art 
Remastered and mentioned that they spent time looking at the artwork around them, but being 
able to see the performer and their chosen artwork resulted in a more engaging experience: 
When I first got here, we got here a little bit late, and we were towards the back, and it 
was kind of nice because for the first couple artists, we were seeing a lot of art that 
wasn’t related to the musical composition that was going on. As it progressed, we got 
pushed more towards the front and more engaged, and by the last couple of artists we 
were really locked in. 
Without viewing the performance, the connection between the music and the art can be lost. 
Visitor 1 seemed to enjoy viewing nearby artworks even if they did not directly relate to the 
performance, but other audience members found the experience to be more frustrating. Visitor 11 
explained that after arriving late and standing towards the back, they “couldn’t find any relation 
between the artwork that was displayed here and the music that was performed.”  
 The crowded space and intimacy of standing close to strangers may have been an 
unexpected and uncomfortable circumstance of attending Art Remastered. The repercussions of 
which could have stopped connections from happening between the artwork, music, and people. 
One strategy to lessen the anxiety some visitors expressed is to use my position as museum 
educator to give visitors the permission to be out view of the performances. I could announce 
and encourage the fact that time spent in adjacent galleries is also a valuable experience that can 
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result in interesting juxtapositions between the adjacent artworks and the overheard musical 
performance. Identifying the difference between witnessing and partaking in an experience can 
lessen the feeling of missing out and instead provide the autonomy for visitors to curate their 
own experience and create new creative content through their own juxtapositions and 
interpretations. 
Although it was a point of friction, I enjoyed the act of gathering people from various 
ages and backgrounds to experience a performance close together in the space of the museum. 
Art Remastered became a communal event that asked audience members to spend time with and 
be close to the art, the performance, and each other. The experiences were both shared and 
individual as the audience became a pack moving from one performance to the other. 
38 
The Musicians’ Perspective 
 
Photo 4: CJ Run performing at Art Remastered, 2018, courtesy of Veronica Mullen 
 
During my set there was no photography allowed. I feel like that’s a very big part of 
going to see a show, being able to record it and send it to your friends. We live in such a 
digital age. (CJ Run) 
 
 One moment of dissonance between the museum and the music scene occurred around 
the issue of photography. CJ Run’s performance took place in a gallery featuring an exhibition 
by contemporary artist Allan deSouza, and photography was not allowed. Although reminded of 
this fact, the audience tested the pliability of Krannert Art Museum’s rules as many discreetly 
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took their own photos and videos anyway. This action reflects the subversive punk attitude and 
mimics the idea of the unauthorized bootleg. Veronica Mullen’s photo captures the moment 
when an audience member took a photo of CJ on their phone, an action that Veronica is also 
partaking in. When several audience members who were taking pictures were approached by 
staff or security, the audience members argued that the artwork on display was out of the frame 
in the photo, so no rules were broken.  
The restrictions on photography during CJ’s performance left out the ability for the 
crowd to participate through documentation and sharing on social media, an element that CJ 
mentions is a “very big part of going to see a show.” The museum takes on an authoritative 
persona in these moments, and audience members may feel censored from participating. In The 
Participatory Museum (2010), Nina Simon explains that “no-photo policies turn gallery staff into 
‘enforcers’ instead of supporters of visitors’ experiences” (p. 177). Although the authoritative 
persona of the museum is necessary in this instance, it can weaken relationships that are being 
built between infrequent museum visitors and the museum. The museum is stuck in a difficult 
position because it must follow the rules set in place by lender agreements and copyright issues. 
A strategy to address this concern is discussed as a proposal included in the following chapter. 
 CJ Run’s performance closed out the night with an energy and ease that resulted in the 
crowd singing along and bobbing their heads. Throughout the night it was difficult to move at all 
due to the crowd size, but there may have also been inhibitions over what behavior is appropriate 
in a museum setting. During their interview, CJ Run commented: 
A museum is not a concert hall, so I feel like when people come to a museum they’re not 
like really there to move and shake and be involved in the music, they’re there to observe 
and listen. They didn’t come in with the mood or the mindset to like, get down.  
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As mentioned before, museums and concert venues are almost opposite spaces in terms of 
environment and behavior. The environment of a concert is not completely possible due to the 
restrictions of the museum. However, instead of thinking of the museum only in terms of a space 
or venue, Art Remastered aims to utilize the strengths of what the museum has to offer, which 
includes collaborations with the artwork on display.  
 The uncertainty of how to behave in a museum was a feeling also felt by the musicians 
performing. Teddy Lerch chose to perform in response to a large sculpture by Lorado Taft titled 
The Blind. During his performance, Teddy wore a black cloak, mimicking the cloaked figures in 
the sculpture. In his interview following Art Remastered he stated: 
It feels sort of like you are on display, as well as the artwork. I worried about that 
especially in regards to wearing the cloak. I don’t want to be the creep that takes it too far 
and is wearing a cloak and turns it into a sort of gimmick. I was really glad I wore it. It 
did feel somewhat like a shield. It literally felt like a cloth barrier and it felt comforting to 
kind of hide behind it. With all the people there, I got incredibly nervous. 
During the interview, Teddy also mentioned that he was indecisive about wearing the cloak right 
up until the moment of his performance. Even with his hesitations, Teddy’s gesture reflects a 
subversive punk attitude of testing what is allowed or expected in terms of dress in the museum. 
Like the audience members discreetly taking photographs of CJ’s performance, Teddy was also 
testing the pliability of the museum to see what would be socially acceptable and what would go 
too far to the point of a “gimmick” put on by a “creep.” I enthusiastically encouraged him to 
wear the cloak, as I too was interested in testing the limits of the museum and re-contextualizing 
what can happen and what is appropriate in a museum setting. 
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The Organizer’s Perspective 
 During the process of organizing Art Remastered, there were several moments where the 
language and aesthetics of promotion in the music scene were at odds with the way promotion 
for Art Remastered took place through the museum. Facebook events are an extremely critical 
step in promoting shows in the music scene. There is a template that is generally followed in 
which the title of the Facebook event page features the names of the musicians who are 
performing (www.facebook.com/groups/champaignareashows). This provides instant recognition 
and interest for fans of that musician. A flyer is almost always created to promote the show 
online as well as to physically hang and promote around town. I made a flyer for Art Remastered 
with this type of promotion in mind, but soon learned that it needed to include the University of 
Illinois logo, Fine and Applied Arts logo, and other information about the museum. The 
inclusion of these icons made the presence of the University front and center, for better or worse. 
 Because Art Remastered is a museum event, the Facebook event page was to be created 
through the Krannert Art Museum Facebook page. Months before the event date, I prepared 
specific flyers and Facebook event text descriptions to be used for the event page. Once Art 
Remastered was one month away, there still was no event page. Promotion needed to start, 
otherwise I feared attendance would be low. After pushing the museum to move forward, a 
Facebook event page was put up, but there were issues with how Art Remastered was 
represented. Neither the text nor flyers I created were used, and the names of the musicians 
performing were not listed in the title, event description, or event image. The title of the event 
page read, “Art Remastered at KAM” and the event image displayed a photograph from the 
previous year’s Art Remastered rather than the flyer I provided, which included the names of the 
current year’s scheduled performers.  
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I was frustrated and concerned because my intention to bring the music community into 
the museum would be dampened if the names of the local musicians performing were not 
included in the event promotion. It is a gesture that is disrespectful to the musicians and the work 
they put into the event, and it also misses the chance to engage those who follow the musicians 
and might attend because of the musician’s participation. The instant name recognition is key to 
drawing people in to learn more about the event and hopefully attend. Art Remastered is not a 
typical music performance, and it is not a typical museum event. It is difficult to understand what 
Art Remastered is at first glance or by the name alone, so there must be some initial buy-in in 
order to be interested enough to learn more. 
Regardless of my explanations and requests, the event title and image remained 
unchanged due to a preference for non-text based images by Facebook promotion algorithms. As 
someone who has played, booked, and promoted countless shows in the local music scene, it was 
frustrating to miss out on key points of communication common in the music scene. My response 
to this frustration was to compensate by distributing the flyers I had designed at venues, bars, and 
other spaces frequented by music scene members, as well as handing them out directly to 
audience members at local shows.  
Attempting to find the balance between the aesthetics and language of promotion 
between the museum and the music scene ultimately failed as the museum’s strategies of 
promotion outweighed that of the music scene. This end result may have been inevitable, if not 
only for the fact that it is an official museum event. However, if museums intend to connect with 
communities who are not already present in the museum, there needs to be clear communication 
and promotion that balances the expectations and familiarity of the community with the outward 
facing appearance of the museum. 
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Engagement with the Artwork 
 One of the goals of Art Remastered was to create an experience that encouraged 
attendees to engage with the art on display. The comments made during interviews with audience 
members and musicians demonstrate how Art Remastered offered strategies that not only 
provided the time and space to engage deeply with artworks but also provided alternative 
approaches in how to engage with artworks. Experiencing the artwork through music served as a 
bridge towards learning. What was learned went beyond facts about the art on display shared by 
the musicians before their performances; attendees also learned how interpretation and creative 
response are valid strategies that can facilitate a connection between one’s own experiences and 
the artwork. Olivia Tash, who also responded to the sculpture titled The Blind, explains: 
What I took away and learned from the writing process combined with the art was being 
able to see the perspective of the artist through my own experiences and seeing that as 
being connected. So something that's so old, such an old art piece, still having relevance 
or being inspirational to me to write something that is also kind of infused with my own 
personal reflections of life. I think that it helped me understand what I'm supposed to do 
in a museum. That it's about experiencing the artwork, and I guess when I've gone in the 
past I feel like I'm reading about this artist instead of thinking that this could be a way to 
see a reflection of my own experiences and my own self. 
Olivia’s comments describe the powerful potential artwork has to connect with visitors on a 
personal level, drawing from their own experiences and knowledge. Many visitors may not be 
able to achieve this outcome on their own due to the uncertainty of how to engage. Visitor 4 
described the difficulty of engaging beyond “just like looking at it and thinking, ‘oh, that’s 
pretty’ or ‘that’s really cool.’”  
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Museum educators constantly attempt to be the liaison between visitor and artwork so 
that this connection is achieved. As a museum educator, I wanted to create a horizontal space for 
learning where the power of interpretation was shared and my presence was not guiding the 
entire experience. Art Remastered offers an alternative approach to museum education that 
removes the expert or authoritative voice of the museum educator or curator and inserts the 
creative response of the musician as the teacher. The creative response serves as an example of 
one interpretation of the artwork, but the response itself is then subjectively interpreted by the 
viewer and compared to their own interpretations. One visitor stated that, 
I’ve always enjoyed coming to art museums to look at the art, however the interpretation 
part was always a little bit hard for me. To hear other people’s interpretations of it really 
allowed me to create my own as well. (Visitor 15) 
I never explicitly told the musicians that they were docents or teachers, but they understood their 
creative response to function as a form of teaching. Sharon Li was one of the musicians who felt 
this way, stating: 
It may not necessarily be the artists or the style of painting that was learned, but more so 
how you can take a piece of artwork and interpret in your own meanings and kind of 
teach to the audience how you see the artwork. 
In addition to playing music, Olivia Tasch is a high school English teacher, and approached the 
idea of teaching on a more personal level. She described how the experience of learning about 
someone’s interpretation teaches us a little bit about who they are. Olivia and Teddy both chose 
to respond to the same artwork, a dramatic sculpture by Lorado Taft titled The Blind. She 
mentioned that she was surprised to see what elements of the sculpture resonated most with 
Teddy but failed to register with her: 
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It was really interesting, it kind of gave me insight into who he was or what he values, 
and what he sees in this sculpture that draws him in. It's like how, with literature, I notice 
that with teaching with kids, we'll be reading one book and discussing one thing, but kids 
will find different things in the book that I didn’t pick up on and that kind of gives me 
some insight into who they are as people. 
Art Remastered tailors a specific environment in which to offer experiences between the 
visitor, artwork and performance. One of the aspects of this experience is spending an extended 
amount of time in front of the select artworks; each performance lasted about 15 minutes. In 
2016, Lisa F. Smith, Jeffrey K. Smith, and Pablo P. L. Tinio conducted a study at the Art 
Institute of Chicago that found the mean time spent looking at an artwork was about 29 seconds. 
They described how the typical museum visit today consists of spending short amounts of time 
with many artworks rather than longer periods of time with a select few. This method of visiting 
the museum and only getting a first glance of artworks was also familiar to attendees of Art 
Remastered, who compared it to their experience at the event. Visitor 5 explained: 
I was actually here recently just to walk around and look at the art, and I thought it was 
really cool, but I feel like I didn’t spend enough time looking at each piece as much. This 
event helped me focus on certain pieces and really admire what the work was. 
The benefit of having more time to look at an artwork is that you begin to notice things that may 
not have registered at first glance. In the context of Art Remastered, the auditory element of the 
performance gives the visitor something to guide their looking or compare to what the musician 
has found meaningful in the artwork. Visitor 4 described how the audience surrounded Allan 
deSouza’s found-object sculpture during Keegan Gulick’s performance, and commented that 
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“being able to look at the whole thing, I noticed so many things throughout while I was listening 
to the person performing.” 
 Another unique aspect of the environment of Art Remastered is the collage that occurs 
between artwork, musician, and visitor during the performances. Many visitors highlighted this 
aspect as one of their favorite elements of the experience, stating that “the music made the art 
more atmospheric” (Visitor 14) and the performances “made you think about art in a way aside 
from just looking at it” (Visitor 7). The atmospheric environment that was created challenged 
visitors to engage with the artwork and the musician’s interpretation in a way that was not 
didactic. The interpretation needs to be experienced and in turn, reinterpreted by the viewer. One 
visitor described their experience during Teddy’s performance about The Blind: 
It felt like I was in a trance state almost. Especially like the really long guitar one, I felt 
like I was there in the moment with the art piece. I felt like I was in the woods with them 
and experiencing that. (Visitor 13) 
One visitor described how the performance helped to express the emotion of the artwork: 
I feel like I kind of have a hard time with art sometimes, and so with the music that 
accompanies it, just to get the feeling with the music, then you get the feeling of what the 
art is portraying. It just kind of helps me interact with the art. I don’t go deep into art very 
often. So the music just gives me a new way to think of it. (Visitor 4) 
Another visitor expressed how the environment created a shared communal experience: “the 
hodge-podge of music, while looking at the art, while everyone around you is feeling what 
you’re feeling, and looking at their faces, that’s what I liked” (Visitor 6). The intimacy that the 
crowded galleries brought may have also added to the communal nature of the event. 
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 As a museum educator, it is very rewarding to read quotes of audience members who 
have previously felt disconnected with visual art describing their positive experiences engaging 
with the artwork during Art Remastered. This was a goal I hoped to achieve, and I feel positive 
about the outcome. Another point of interest I had was to learn more about the musician’s 
relationship with the museum and the artwork and analyze how it might have changed through 
their participation in Art Remastered.  
As previously described, there are stark differences between having a music performance 
in a museum versus a concert venue. The nature of the performance also changes in the context 
of the museum and with the premise of responding to a work of art. I believe that the 
performances by the musicians are artworks, but I wasn’t sure if the musicians felt the same. 
During my interviews with the musicians, their statements helped to illustrate how their 
relationship to their performance was also understood as an artwork. Olivia Tasch was describing 
how nervous she was before performing and how her understanding that “I am art and I am part 
of this space” helped to calm her down and create a sense of belonging. CJ Run also described 
the creative response as an artwork, stating that “this was the first time I had to make art based 
on someone else’s art.” 
One element of growth after Art Remastered was the musicians’ relationships to the 
artists whose work is on display in the museum. Teddy Lerch explains: 
I’d only been to Krannert Art Museum once. [Art Remastered] brought me closer to the 
artists; it sort of humanized them. They weren’t just sort of mysterious figures that travel 
the world and have art installations. I saw them as artists expressing themselves when I 
was given the opportunity to respond to their art. 
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Teddy also mentioned that he felt pressure to “do the artwork justice.” Keegan Gulick also 
expressed concern over “representing the artwork properly.” Through Art Remastered, the power 
of representing the artwork is handed off to the musicians. Because of this, the musicians felt 
responsibility to the museum and the artists to represent the artwork correctly. However, I argue 
that there are multiple possibilities for representing a work correctly. The interpretation on the 
wall text expresses one perspective, but what makes the performance interesting is the 
perspective that the musician brings to the interpretation. The performance becomes something 
unique to the musician that could not have been created by a museum educator or anyone else. 
CJ Run adds: 
I think that this is going to make me go to museums more and try to have a relationship 
with visual art. I don’t think I would have been able to write that song if it wasn’t for that 
piece, or at least not that exact song. I’m seeing it as a tool I can use to enhance my own 
artistry and also just appreciate other forms of art as well. 
 
Future Engagement 
 One of the most notable outcomes of Art Remastered has been the opportunity for 
collaboration between CJ Run and contemporary artist Allan deSouza. Prior to the event, the 
curator who worked with Allan to create the exhibition let him know that two musicians, Keegan 
Gulick and CJ Run, would be writing songs and performing them in response to his work. Allan 
was excited and asked the curator to take a video of the performances during the event. Upon 
viewing the videos, Allan was most excited about CJ’s performance and suggested the possibility 
of installing the video of CJ’s performance as part of the exhibition itself.  
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CJ’s performance responded to Allan deSouza’s “Navigational Map,” which is a large 
vinyl banner featuring a flipped map of the London underground subway system. On the map, 
the names of the subway stops have all been changed to names of influential people of color in 
Allan’s life. Writers, musicians, artists, activists, and other influential figures are labeled across 
different colored train lines in groupings that may not be obvious to the viewer, but invite further 
reflection. During their interview, CJ described their relationship with art: 
It’s not that I don’t like visual art, I’ve just never had a real relationship with it. [Art 
Remastered] reminded me that art is just that, whether it’s audio or visual, it has the 
ability to inspire. Like Allan’s piece, that hit me and connected with me just as much as 
any song about my hometown ever did. (CJ Run) 
During CJ Run’s performance, CJ explained what drew them to the piece: 
Some of the names I find inspiring who are people that are from London are mostly made 
up of the diaspora, so there are a lot of people of color, immigrants, and a lot of people 
that made British culture what it is today. My song for today is going to be an 
interpretation of this. (transcribed from a video of CJ’s performance) 
CJ was accompanied by their DJ, Aaron, who started the song with a melody playing over the 
sounds of a train pulling into a subway station. As the melody began, CJ voiced over,  
The sounds of the UK are the sounds of all the people and the immigrants that made 
England their home, so it sounds like R&B, it’s hip-hop, it’s Afrobeat, it’s jungle, it’s 
drum and bass, and it’s also two-step. (transcribed from a video of CJ’s performance) 
In that moment, a two-step beat dropped in as CJ began to flow through their melodic rap, name 
dropping icons like Billie Holiday, Miles Davis, and W. E. B. Du Bois, who all impacted CJ 
Run’s identity and artistry. 
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Photo 5: Art Remastered at Krannert Art Museum, University of Illinois at Urbana-Champaign, 2018.  
© Board of Trustees of the University of Illinois 
 
CJ Run and Allan deSouza shared a personal connection that was first sparked by CJ’s 
relationship to Allan’s artwork, then sparked again by Allan’s relationship to CJ’s artwork 
created in response. It is an incredible and serendipitous moment of two artists sharing a 
connection and conversation through their artwork. CJ Run explained, 
For me it was like covering a song by a popular artist, not for the popular artist to hear it, 
but just to cover the song. He was just a name on the plaque and now he is like a human 
being that wants to do something with it. It’s an absolute honor. I’m speechless. (CJ Run) 
Allan’s recognition and understanding of CJ’s performance as an artwork and interest in 
installing it as part of the exhibition takes the premise of Art Remastered one step further. Art 
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Remastered aimed to create a horizontal relationship between the museum and the community by 
asking the musicians to simultaneously play the role of artist and teacher. The act of inviting 
musicians to share their interpretation is a gesture from the museum that empowers the 
perspectives of community members in the museum space. Allan deSouza elevates this gesture 
further by eliminating the hierarchy between the art in the exhibition and the art created by the 
musicians. At the time of writing this thesis, the potential of making Allan’s suggestion a reality 
is being looked at and discussions will be had with CJ and museum staff to determine how to 
move forward. 
 Outside of the collaboration between CJ and Allan, audience members described how Art 
Remastered broadened their frameworks regarding how to engage with visual art and how it 
might be used in future encounters with artwork. One visitor stated: 
Just because this event exists, it’s going to make me think, especially when I look at art 
here from now to the future, just like what kind of music someone might be inspired to 
play when looking at that art, so it’s adding a whole dimension of what I’m thinking of 
when I’m looking at an art piece. (Visitor 3) 
The same impact was also felt by museum staff, as shared by another audience member who also 
works at Krannert Art Museum: 
I actually work here, so I see this art for hours every day, so it all kinda becomes the 
same. But during the performances it was interesting going back between looking at the 
artist and listening and looking at the piece and thinking what that meant. Maybe next 
week when I work here I’ll look at the art and think of the songs and kind of reflect on it 
differently. (Visitor 6) 
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The potential for future engagement has impacted audience members, museum staff, musicians, 
and even the artists whose work has been responded to. In the next chapter, I make several 
proposals that demonstrate the possibilities for future engagement in other contexts and the 
lessons learned from Art Remastered. 
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CHAPTER 5: PROPOSALS 
 
“[Art Remastered] made me much more engaged, in a different way. I think it’s 
something that should be done more often and in more spaces too. I thought it went really well” 
(Visitor 5). In the spirit of Visitor 5’s suggestion, I have compiled a series of proposals to offer to 
other creative practitioners working within art institutions. The proposals are reflections that 
have resulted over the course of writing this thesis and analyzing the outcomes and perspectives 
of musicians and audience members. Rather than offering general philosophical statements, I 
present specific pronouncements to ask the reader to imagine their application elsewhere, at 




This first proposal is the most simple. As CJ Run stated, “we live in such a digital age” 
and photographing our experiences allows us to document, share, and later reflect; it is part of 
how we engage with the world today. Simon (2010) states that “when institutions allow visitors 
to share objects, visitors feel greater ownership over the experience and feel like the institution 
supports rather than hinders their enthusiasm about the content” (p. 176). Many museums like 
Krannert Art Museum allow photography in galleries featuring work from the museum’s 
collection, however, restrictions on photography occur when artworks are on loan and the 
museum must uphold lender agreements and copyright concerns. In recent years, many museums 
have made strides towards opening up their photo policies; institutions such as MoMA, the 
Indianapolis Museum, and the Brooklyn Museum have incorporated language into lender and 
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artist agreements that allows non-commercial photography to take place with artworks outside of 
the museum’s collection (Bernstein, 2012). It is time for more institutions to follow suit and 
allow visitors the opportunity to engage in ways that are familiar to them, like taking pictures. 
 
Blur the barrier between expert and visitor. Invite community members to represent the 
space and be mindful of what voices are being represented. 
This proposal does not mean to imply that community members—or in the case of Art 
Remastered, musicians—are not experts. The expert referred to in this example is the 
authoritative voice of the museum in the form of educator, curator, docent, professor, etc. These 
voices are necessary, but they naturally dominate museum programming and suggest a narrative 
in which only those with access to certain types of knowledge or information can understand 
artwork. In this banking concept, visitors are enlightened about the meaning of an artwork when 
information is passed down to them from the expert. Visitors have the power to glean meaning 
and create personally significant experiences with artworks without the aid of the expert. 
Expanding who represents the museum expands the perspectives that engage with an artwork 
and the reach of who feels welcome at the museum.  
 
Juxtapose opposites together. Look for unexpected collaborations as well as natural 
collaborations between communities.  
Part of the success of Art Remastered was based on the natural collaboration between 
music and art. The premise of musicians responding to art is not something difficult to 
understand or imagine, which may have helped audiences to understand what the event was and 
be interested enough to attend. However, my initial inspiration for Art Remastered came from 
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the subversive punk shows that take place in reclaimed spaces, which in terms of rules, space, 
and behavior, operate almost entirely as opposite to the museum. Juxtaposing these two 
opposites did involve moments of dissonance, but it also provided a new energy and audience to 
the museum by giving voice to local community members. Developing partnerships with groups 
that don’t usually come to the institution enhances the experience for both sides.  
 
Honor the time and space needed to produce creative content. Dedicate one day of each 
work week to experiment and explore new ideas.  
One of the most important reasons why Art Remastered was able to move from idea to 
reality was because of the open time in the museum education department’s schedule at that 
point in the semester. The Director of Education valued the open work schedule as an 
opportunity to experiment and test new ideas; without this encouragement and permission, Art 
Remastered would not have come to fruition. Museum educators and other creative practitioners 
will find difficulty exploring new ideas if they are overwhelmed and overworked. Furthermore, 
finding the potential to understand your job as a creative practice will in turn value the time 
necessary to produce creative content. 
 
Test strategies of engagement developed for children on adult audiences. 
Chapter 2 describes how much of the programming based upon interpretation and 
creative response is meant for children. I argue that these same strategies can be successful if 
implemented for adult audiences. Analyzing an institution’s current programs for children and 
reimagining them for adult audiences is an exercise that may surprise and kick-start new 
approaches. In Stone’s (1997) quantitative study titled “A Comparative Study of Two Art 
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Museum Tours and Their Impact on Adult Learning,” Stone states that the lecture tour has 
become the “educational mainstay in the art museum” (p. 142). Tours and programs like 
Museum Hack or Denver Art Museum’s Untitled Final Fridays introduce the element of play 
into adult programs with great success. Expanding the repertoire of programming for adults to 
include creative experiences can help to develop partnerships and confidence with groups that do 
not feel like they have a place in the museum. 
 
Organize programming into thirds: one third dedicated to utilizing the space as a venue, 
two thirds dedicated to engaging visitors with the art on display (of which one third is 
academic/informative and one third is accessible/interpretive). 
In an attempt to structure and balance how educational programming is organized, I 
propose grouping programming into three evenly distributed categories: utilizing the space as a 
venue, informative engagement with artwork, and interpretive engagement with artwork. 
Krannert Art Museum has a dominance of programming that either utilizes the museum space as 
a venue or engages visitors with artwork in an informative or academic setting. Both strategies 
are valid and useful but can exclude communities who are uncomfortable with the social norms 
and expectations of how to behave in a museum and engage with art. Providing interpretive 
methods of engaging with artwork, such as creative response, allows visitors to develop personal 
connections with artwork and feel ownership over the space. Putting equal emphasis between all 
three types of programming removes any hierarchy over what types of programing and 
ultimately, what types of audiences are prioritized. 
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Portion your budget so that funds are specifically allocated towards co-creating programs 
with audiences that are not already present in the space. 
One of the biggest obstacles with programming is finding the funds to make it happen. 
Understanding community members as potential co-creators of content can open up potential 
partnerships between curatorial and educational departments in terms of allocating funds towards 
commissioning creative content. Curators already work within the realm of commissioning 
creative content, so a partnership with education is a natural step forward. If a portion of the 
institution’s budget is reserved for programming that introduces collaborative partnerships with 
groups that don’t usually come to the institution, there will be a greater incentive to achieve this 
task as the funds are already in place. Focusing on co-creative programming with new audiences 
also pushes institutions to reflect on which audiences are already engaging with the space and 
which areas of the extended community are left behind. 
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CHAPTER 6: CONCLUSION 
 
Art Remastered is a creative project that began out of my interest in facilitating a 
connection between Krannert Art Museum and the Urbana-Champaign music community. My 
inspiration came from the subversive shows in unexpected locations that have become a staple of 
the central Illinois DIY punk music scene. However, rather than only utilizing the museum as a 
venue space for music performances to occur in, Art Remastered continues the intellectual 
mission of the museum while attracting audiences outside of the university. This mission was 
achieved through interdisciplinary collaboration in which local musicians were asked to produce 
creative content in response to the museum.  
Museum educators throughout history have been experimenting with pedagogies that 
help to blur the distinction between expert and visitor and facilitate meaningful experiences 
between visitors and artworks (Burnham & Kai-Kee, 2011). This interest can be traced to the 
early beginnings of museum education in 1907, when the first docents were introduced as 
friendly companions for visitors rather than lecturers (Gilman, 1918). Although the debate 
between informative and interpretive teaching continues today, there has been a recent trend in 
creative programming for adults that is facilitated by artists or community members rather than 
museum staff (Simon, 2010). Art Remastered continues the trend by inviting six local musicians 
to creatively respond to an artwork of their choice at Krannert Art Museum and perform their 
response at the Art Remastered event.  
Asking community members, like local musicians, to replace museum experts in the role 
of representing the museum and the artwork on display continues the intellectual mission of the 
museum while expanding audiences beyond the university; the museum opens up its identity as a 
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space that welcomes infrequent museum-goers who many not feel the same comfort level with 
art as experts or scholars. At Art Remastered, the exchange that occurs between musician, 
museum, and audience creates a conversation between different communities and highlights the 
multiplicity of meanings that are possible in any given artwork. This exchange empowers visitors 
to consider multiple interpretations and find value in their own, rather than relying on a museum 
expert to deposit knowledge or reveal one correct interpretation. 
Art Remastered was piloted as an initial experiment that tested if the event could happen 
and what the response would be. The second iteration of Art Remastered occurred on February 
23, 2018 through the additional lens of research; qualitative data was collected in the form of 
interviews with musicians and audience members as well as my observations before, during, and 
after the event. Data was interpreted through four emergent themes: connecting the local music 
scene and the museum, moments of dissonance, engagement with the artwork, and future 
engagement. As a museum educator and active musician in the local music scene, I take on the 
perspective of both communities and simultaneously play with the potential to produce creative 
work in my place of employment. To conclude the research, the four themes have been analyzed 
and distilled into proposals for other creative practitioners working within institutional spaces.  
 The proposals include structural changes to the museum such as allowing non-
commercial photography throughout the museum and dedicating funding, time, and space in the 
work week and budget to pursue new ideas that encourage interdisciplinary collaboration with 
community members and unexpected partnerships. I also propose testing strategies of 
engagement developed for children on adults and reorganizing educational programming to 
balance any hierarchy that exists between informative and interpretive teaching and expand the 
audiences who engage with the museum. It is my hope to implement these proposals as best as I 
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can in my own practice as a museum educator. If possible, I intend to continue Art Remastered 
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